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As a Master of Fine Arts candidate in Directing for Stage and Screen in the 
Johnny Carson School of Theatre and Film at the University of Nebraska, I received 
instructions in the spring of 2016 to choose three plays for consideration of inclusion in 
the 2016-2017 Mainstage season. 
I began to think about plays that might challenge me as a director. I also wanted 
to select plays that might fit the theatre space assigned me, an exercise that meant 
choosing plays and spaces that were complementary. I also wanted to choose plays that 
student audiences might find interesting and plays about which I would be passionate. 
One ancillary requirement of a thesis production is the integration of digital media into 
the production. I thus began to look at shows with all the above qualities, along with the 
somewhat superfluous requirement to include media in the production. By the end of 
the spring semester I submitted three plays for consideration. Those plays were the 
following: Avenue Q, a musical by Robert Lopez and Jeff Marx, Equus by Peter 
Shaffer, and Further Than the Furthest Thing by Zinnie Harris. In May I left for an 
internship at the Kennedy Center in Washington, D.C. feeling hopeful that I might 
direct one of the plays I had submitted. Over the summer break, however, some 
unforeseen dilemmas arose and for a time it appeared that I might not be able to direct 
anything for the main stage season. 
During the fall of 2016 the dilemmas that required resolution were settled and 
Prof. Harris Smith, acting Director of the Carson School, informed me that I would 
indeed have the opportunity to direct the final show of the 2016-2017 season. The 
only problem was that the shows I had earlier submitted were either too large or too 
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technically demanding for production on the School’s Howell Theatre. Prof. Smith 
and my advisor Dr. Ian Borden provided titles of three shows that required a relatively 
short amount of time and fit into the parameters of the University season. They were 
the following: [title of show], a one-act musical by Hunter Bell and Jeff Bowen, The 
Last Five Years, a musical by Jason Robert Brown and finally the straight play A 
Bright New Boise by Samuel Hunter. While these shows did not ideally comport with 
what I had been passionate about as my thesis production, I found something in each 
one of them that elicited my interest and enthusiasm. I was excited that two of the 
shows were musicals but as I started to develop an initial director’s concept for them, I 
found that those shows tended merely to showcase the immediate environment of the 
script. There was little in the way of character development, the conflict among them, 
nor of anything “universal” to which student actors and audiences might relate. I sat 
down and read A Bright New Boise, and after my initial reading I decided to meet 
with my advisor Ian Borden to ask his opinion. Ian listened to my concerns on each 
show and gave me a few of his thoughts and then told me I had only a few days to 
make my decision. He told me to listen to what spoke personally to me in each show, 
what would be the biggest challenge, and what would speak to the students and 
community in Lincoln, then go from there. After our discussion, I knew I could not 
attempt either musical, because I needed to challenge myself. And anyway, I honestly 
felt connected to the message in Boise. I reread A Bright New Boise a few more times 
and concluded that this was the show I needed to direct. 
 
2. Background of the Play and the author Samuel D. Hunter 
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Samuel Hunter is a native of Moscow, Idaho, which is a typical college town in 
the state’s panhandle, home of the University of Idaho. He frequently gets questions 
about the location of his plays, which seems to resemble Idaho.  He has stated that he 
does not set his plays specifically, in his home state, since “they could be any small town 
in rural America.” He characterizes what he calls the “starkness” of the 43rd State as a 
kind of suburban landscape, though without the traditional “urb” found at the center of 
most suburbs. Idaho is a huge state, covering nearly 84,000 square miles—yet its 
population is miniscule, with only 1.7 million residents. Idaho boasts no major city, not 
even Boise of the play’s title. While the city is the state’s capital, it has a population of 
only about 205,000. “Moscow isn’t a part of a major city,” Hunter notes, adding, “The 
nearest one is Spokane, Washington, hours away.” There is a tension about this part of 
the country that interests Hunter. It is the juxtaposition of a “Kmart parking lot at the foot 
of the mountains,” he says.  He frequently writes about citizens of small towns: people 
who are lonely, isolated, or trapped. They are usually searching for something bigger. 
Hunter didn’t start writing for the theater originally. He began reading and 
writing a lot of poetry and gravitated towards James Joyce and Allen Ginsberg, whose 
epic poem in memory of his mother titled “Kaddish” had a significant impact on him. 
The play that turned him from poet to playwright was Tony Kushner’s 1992 Angels in 
America. “Kushner’s writing is poetry, it’s like I was hearing poetry out loud for the 
very first time. That’s what changed things for me.” Thus, began his education in the 
theatre. Hunter explored classic American playwrights like Tennessee Williams and 
Edward Albee and earned a degree in playwriting from New York University, along 
with certificates from the Iowa Playwrights Workshop and The Juilliard School. 
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Hunter’s plays include The Whale (2013), which won A Drama Desk Award, A Lucille 
Lortel Award for Outstanding Play, A GLAAD Media Award, as well as A Drama 
League and Outer Critics Circle nominations for Best Play. As well as A Bright New 
Boise, his published plays include The Few (2104), A Great Wilderness (2014), Rest 
(2014), Pocatello (2014), Clarkston (2015), Lewiston (2016), The Healing (2016) and 
The Harvest (2016). In 2014, he received a 2014 MacArthur “Genius Grant” 
Fellowship. His plays have appeared in New York at Playwrights Horizons, Rattlestick 
Playwrights Theater, Clubbed Thumb and Page 73, and around the country at such 
theaters as Seattle Rep, South Coast Rep, Victory Gardens in Chicago, Williamstown 
Theater Festival, The Old Globe in San Diego, Woolly Mammoth Theatre Company in 
Washington, D.C., Denver Center Theatre Company, Marin Theater Company in 
California, and elsewhere. His work has undergone development at the O’Neill 
Playwrights Conference, the Ojai Playwrights Conference, Seven Devils, and 
PlayPenn. He is a member of New Dramatists, an Ensemble Playwright at Victory 
Gardens, a member of Partial Comfort Productions, and was a 2013 Resident 
Playwright at Arena Stage. 
 
3. A Bright New Boise 
Winning the Obie Award and a Drama Desk nomination for Best Play in 2011, 
A Bright New Boise caught the attention of Chad Beckim and Molly Pearson, co-artistic 
directors of Partial Comfort Productions at the Wild Project in New York City, who 
produced the play in 2010. Davis McCallum directed the play’s premiere production, 
with dramaturgy by John M. Baker, set design by Jason Simms, lighting design by 
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Raquel Davie, costume design by Whitney Locher, sound design by Ryan Rumery and 
M. Florain Staab, and video design by Rocco Desanti. The cast was as follows: (BNB. 
4) 
WILL Andrew Garman 
PAULINE Danielle Slavic 
ANNA Sarah Nina Hayon 
LEROY John Patrick Dougherty 
ALEX Matt Farabee 
A revised version of A Bright New Boise was produced at Woolly Mammoth Theatre 
Company in Washington D.C. (Howard Shalwitz, artistic director) in October 2011. John 
Vreeke directed the production, with dramaturgy by John M. Baker, set design by Misha 
Kachman, lighting design by Colin K Bills, costume design by Ivania Stack, sound design by 
Chris Baine, and video design by Aaron Fisher. The cast was as follows: (BNB. 4) 
WILL Michael Russotto 
PAULINE Emily Townley 
ANNA Kimberly Gilbert 
LEROY Felipe Cabezas 
ALEX Joshua Morgan 
The premiere production received positive reviews from theatre critics. Kristen 
Skye Hoffman from the New York Theatre Experiences said, “Samuel D. Hunter has 
offered us a humorous and touching exploration of faith and family, but not just the 
blood-relative variety, the kind that comes from the people who surround us in life, at 
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work, at school, at church; the family that make this life beautiful. It is haunting and 
painful and empathetic. It is all summed up when Will says, ‘There are greater things in 
life. There have to be.’ Hoffman, Kristen Skye. "A Bright New Boise." Nytheater Indie 
Archive. N.p., 15 Sept. 2010. Web. The Washington Post stated, “Nothing is pretty 
about A Bright New Boise, a play that marches in the footsteps of Sam Shepard’s acid 
comedies, set in the weird American West, Hunter has such highly sensitive antennae 
for the look and rhythm of mundane places that A Bright New Boise develops an 
authentic texture, separate from other pieces in its genre.” Marks, Peter. "Woolly's 
Illuminating 'Bright New Boise'." The Washington Post. WP Company, 21 Oct. 2011. 
The most recent review of A Bright New Boise came from the website 
theatermania.com, which exclaimed, “Samuel D. Hunter has effectively rendered 
himself a playwright to watch with A Bright New Boise...a quietly affecting drama that 
delves into the always thorny issues of faith, forgiveness, and second chances with 
great eloquence and compassion.” Snyder, Diane. "A Bright New Boise." 
TheaterMania.com. TheaterMania.com, 15 Sept. 2010. 
4. Interview with Samuel D. Hunter 
On Friday, April 7th, I had the opportunity to speak with playwright Samuel D. 
Hunter by phone. I had previously attempted to contact Mr. Hunter through 
intermediaries, but such attempts came to nothing. I finally resorted to Twitter, asking 
him if he might be willing to answer a few questions. One day later, he contacted me 
with, “Hi Chadwick—lots of interviews online. One just published recently by 
Proscenium Plays.” I read the interview but still didn’t get the answers that I wanted. I 
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replied to his tweet with: “I’m directing A Bright New Boise at the Johnny Carson 
School of Theatre and Film. Can I ask you a few questions for my thesis?” A few hours 
later I got a private message asking if I was available any day after 3:00 PM Eastern 
Standard Time, and if I was available, he would give me a call. I quickly responded 
with my availability and we proceeded to have a telephone conversation that lasted 45 
minutes on April 8. The questions I posed to him are as follows (in bold type), along 
with his answers, which I have paraphrased. 
 
What is the story of A Bight New Boise? Where did it come from? The play deals 
a lot with religion: how do you as a writer approach religion and why? 
The playwright told me that all of his plays seem to have a tie to Idaho but he 
never sits down to write a play about people in Idaho. He grew up in a small town in 
northern Idaho and attended a strict fundamentalist Christian high school. He said 
that he remembers watching a documentary film about the Westboro Baptist Church, a 
tiny congregation in Topeka, Kansas. The film showed a bunch of young kids who 
belonged to the church. During a barbeque party, the youngsters were enjoying hot 
dogs and hamburgers, running around and taking turns jumping into a nearby 
swimming pool. The filmmakers interrupted their fun and called them over to the 
camera, asking them what they thought about “fags,” a generally unacceptable term for 
homosexuals. Hunter mentioned that the kids suddenly snapped into a hate filled 
rhetoric they had learned from their parents and from church officials. Hunter 
mentioned that he felt that there was no way this church was a Christian enterprise, nor 
could its members personify what they fundamentally claimed to be, namely followers 
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of Jesus Christ. He said that is where he got idea to look into the “cult” aspect of 
religion. 
 
What influenced you the most as you wrote this play? 
Time was the biggest influence, Hunter said. In 2010, He had just completed 
writing his play The Whale, and the Partial Comfort Theatre Company in New York 
City had just lost the rights to a play they had planned to produce. The company’s 
director, Robert O’Hara, asked Hunter if he would be willing to write a play that they 
could fill the slot. Hunter agreed, and he recalls the process as a “whirlwind,” writing the 
play as actors were rehearsing it. 
  
Did you have specific actors in mind for the characters you created? 
Hunter replied that he’s never based any of his characters on real people. The 
closest he has ever come to this process was actor Andrew Garmen for the character of 
Will from A Bright New Boise. Garmen at the time was a regular member of the Partial 
Comfort Theatre company. Hunter added many personality traits which Garmen 
possessed to the character of Will, Hunter said. Will was just a really sweet guy who 
was always trying to do the right thing, and Garmen had a unique way of delivering 
lines that underscored that aspect of Will’s character. Garmen’s skill at delivery was 
especially helpful during the climax of the show. The scene which features the deeply 
internal struggle with Anna is the best example. It culminated in Will’s complete 
rejection of Anna and her emotional departure, broken-hearted, in one of the last 
scenes. 
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Is there any kind of music you hear in your mind when you write or imagined 
when the production is performed? 
To this question, Mr. Hunter gave a rather quick answer, which was “no.” He 
grew up taking piano lessons and playing pieces from the classical repertoire of the 18th 
and 19th centuries, but never assigns sound or music to his productions. He did, 
however, say that music finds a sneaky way back into his productions. He said that 
music has a very powerful impact, but he doesn’t want music to overshadow the 
meaning of the play or the work the actors do on stage. 
 
Did you anticipate certain laugh lines in a play-- that is, lines which definitely 
would get laughs? 
Hunter replied that he never writes for laughs. He also told me that he doesn’t 
think that A Bright New Boise is a comedy, even though it was billed as a “dark 
comedy” and critics have responded to it as such. He also said what we Americans as a 
society view as comedy as changing and expanding, and we also have very different 
views of what is funny. 
 
Were you surprised by audience responses to certain portions of the play-- 
that is, did people respond in ways that you did not anticipate? 
He didn’t really recall any specifics, and he said that nothing really stuck 
out in his memory. He did mention that the first audience who saw A Bright New 
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Boise found things funnier than he thought they were. 
Why a Hobby Lobby? 
I asked Hunter if Hobby Lobby had ever contacted him or had anything to say 
about his play. “No,” was his definite answer. He mentioned that he wrote Boise before 
Burwell vs. Hobby Lobby, in which the United States Supreme Court decided in 2014 
that “closely-held” companies like Hobby Lobby were exempt from federal regulations 
to pay for birth-control medications among their employees. Hunter said he doesn’t 
know or care what Hobby Lobby Stores, Inc. thinks of his play. He wanted a confining 
space where he could let aspects of Christianity define themselves.  He said it was all 
about the name, “Hobby Lobby,” he said. “It just sounds weird,” he noted, and the 
bright orange and blue letters clash with each other, too. “They sell pieces of things and 
that are interesting in themselves, and we go to buy hobby-like things that we should 
assemble as if they were part of a hobby, but they already come assembled and look 
like some hobbyist has done it.” 
 
What do you want the audience to experience from this play? 
Hunter said that he didn’t want the audience to boil anything down, just to 
take the play as it is. The play is complicated enough. It’s about religion and how 
faith serves and cages us at the same time. He wants the audience to come to a 
personal conclusion that religion has human benefits as well as human handicaps. We 
can always lose ourselves in our religion. 
 
Any advice to a director, in directing this play? 
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This was my final question, and it was obviously kind of self-serving. I wanted 
to know if he had any advice for me as a director or any other director of his plays. He 
said I should just let the play breathe.  He didn’t mean fill it with pauses. He said, 
“Meet the language in a very simple way, let the actors talk in a simple relaxed way, 
devoid of tension. The tension is always underneath the text. 
 
Conclusions 
I was honored to speak with the creator of this play, and indeed I found myself 
deeply impressed with Samuel Hunter as a theatre artist after our conversation. His 
generosity of spirit and encouragement lent me a sense that what I was doing actually 
had importance in the larger scheme of things. He thanked me for my interest in his 
plays and told me to wish the cast success during the run of our show. 
 
5. Script and Character Analysis 
Setting/Geographic Location 
As I read through the script of A Bright New Boise a few times, discovering and 
re- discovering ideas I wanted to present to my design team, I noticed a unique starkness 
in Sam Hunter’s descriptions for his play. I still did not grasp, however, what was 
“bright” or “new” about the Boise in question. 
 
Time Period:  Present Day 
Settings of Play - A windowless breakroom of a Hobby Lobby store in Boise, Idaho 
and the parking lot outside of said Hobby Lobby store. 
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FEATURES 
I envisioned an interior box set featuring one upstage entrance/exit; bare walls, 
television monitor, locker units, table, coffee counter, contemporary costumes 
consisting of street clothing. It was a “stark setting” to match the “stark language of the 
play became the goal of the design team, and to take that non-descript description and 
run with it. 
While I was home in Salt Lake City, Utah for Thanksgiving in the fall of 2016 I 
decided to take a quick drive up to Boise, Idaho, a trip that lasts just under five hours 
from Salt Lake City. I wanted to see this “bleak” place in Idaho that was the setting for 
our show. Boise is the most populated city in Idaho. The elevation is 2,730 feet above 
sea level and the population is 214,237, as of 2013. 
Boise looked like I thought it would. It actually reminded me a lot of Salt Lake 
City. People went about their daily lives and mainly keeping to themselves. The 
downtown area has a grid plan similar to Salt Lake City’s, with one central “downtown-
looking” area from which the rest of the city spreads in a fairly regular pattern. 
In speaking with set designer Kaitlyn Peterson about how we might research the 
“Boise feel” of a Hobby Lobby breakroom, Peterson was bold in her approach. She 
went into the local Hobby Lobby here in Lincoln, Nebraska and asked the store 
manager if she could see their break room. She informed the manager that she was a 
student at the University of Nebraska and she was designing a set for a production at 
the school. The manager told her that she would need to check with corporate 
headquarters in Oklahoma City, Oklahoma and would let her know the outcome the 
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next day. Sure enough, Kaitlyn received a phone call the next day with a simple “No” 
in response to her request. It then became a challenge to see who could get pictures of 
this secret break room in a Hobby Lobby somewhere in the United States. While I was 
home in Utah for Thanksgiving break, I was shopping with some friends and we 
stopped in a Hobby Lobby in West Jordan, Utah. One of my friends asked if I had tried 
to get in to see the break room at West Jordan, and I told her that neither I nor designer 
Peterson had succeeded in doing so. At the store in West Jordan, my friend simply went 
up to an employee and said “My friend is directing a play that takes place in a Hobby 
Lobby break room. Can we see yours?” The employee looked at us, shrugged his 
shoulders, and said, “Sure.” 
We walked to the back of the store and approached an unmarked door. He 
entered a code and the door swung open. He held it open for us and we entered. I used 
my smart phone and promptly snapped three pictures, while numerous employees 
looked up from their various activities to see what we were doing. We quickly thanked 
the employee who opened the door for us and left the store. 
I immediately sent the pictures to Kaitlyn so we could continue with ideas for 
our set. When I returned to Lincoln, Kaitlyn and I used the photos to reach our design 
conclusion that our setting would be just what Sam Hunter suggested, a bleak break 
room in a Hobby Lobby in Boise Idaho. 
 
Date or Dates 
The only thing the text refers to as a calendar date is the description in the front 
of the script that reads “Present Day.” We decided to take that statement literally, and 
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after my interview with Sam Hunter, I reflected on the fact that so much had happened 
with the Hobby Lobby company and how many people have come to view that 
company. I also thought about how people are starting to reflect on religion and what 
religion can lead someone to do in the name of their religion. I think all of these 
insights might have been lost if we decided to set our production in the early 1990s or 
some other time frame. 
 
Season 
The designers and I decided to set the production in the season in which our 
rehearsals were taking place, namely early spring. This seasonal aspect was something 
costume designer Rebecca Armstrong and I discussed at length. What is spring like in 
Boise?  Is it chilly? Does it freeze at night? What is the daily average temperature in 
spring? How would the temperature affect what the actors were wearing? These 
discussions gave Armstrong more options with her costume design as well as allowing 
actors to use costume pieces as props: they needed to take jackets or coats on and off 
and hang them up on a coat rack or stuff them into their lockers. 
 
Time 
The play takes place over five days and nights. We looked characters’ general 
behavior and comportment that depended on the time in which their scenes take place. 
The character of Anna experiences the biggest changes in terms of the passage of time, 
because during the day she is very quiet and reserved. But at night, when she sneaks 
into the break room, she is more adventuresome and is willing to speak her mind—
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even though she often regrets what she has said. 
 
 
Economic Environment 
Boise, Idaho is the capital and most populous city of the State of Idaho, as well 
as the county seat of Ada County. Located on the Boise River in southwestern Idaho, 
Boise is the headquarters for several major companies, such as Albertsons, J.R. 
Simplot Company, Idaho Pacific Lumber Company, WinCo Foods, and 
Bodybuilding.com. The state government is also one of the city’s largest employers. I 
conducted some research on the populace of Boise and discovered that some residents 
dislike the city’s poorly planned growth, the near-absence of infrastructure and zoning 
mandates, inconsistent internet connectivity, excessive bee and wasp populations, and 
“newcomers” to Idaho who treat longtime residents of the area with barely concealed 
contempt. Many newcomers believe that residents of Boise are stupid and uneducated. 
Pauline, the manager of the Hobby Lobby in the play, tells Will during his interview 
that “Boise’s a good town, you will like it here, it’s grown up a lot over the past ten 
years. Where we are sitting used to be a cow pasture. Nowadays all the surrounding 
towns just spill right into another. We have honest-to-God city traffic.” 
 
Religious Environment 
“As secular humanists in this country, our initial reaction is just to say that 
fundamentalists believe what they do because they are either dumb or crazy,” Lemieux, 
Katy. "TheaterJones | Q&A: Samuel D. Hunter | Dallas Theater Center." 
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TheaterJones.com. says Hunter, who grew up in Idaho and attended a fundamentalist 
Christian high school (as noted above). He wanted to give “a more honest look at how 
people live with their beliefs day-to-day and how their beliefs affect how they live.” 
There is no specific denomination ascribed to Will, the main character. We find out 
through the play that he belonged to a church up north near Coeur d’Alene called New 
Life Fellowship, whose members called themselves evangelical Christians. The 
character Anna considers herself Lutheran and says she believes in Jesus. She asks, 
“What else is there to believe in?” (BNB. 19) Leroy and Alex as well as Pauline don’t 
ever mention their religious afflation but they have opinions on what happened up 
north with the New Life Fellowship and they all refer to it as a cult. More than half of 
the people in Idaho consider themselves religious, which means they affiliate with 
some kind of religion. Roman Catholics comprise 8.11% of the population, 26.78% are 
Latter Day Saints, and 9.55% are another Christian faith. Jews constitute only 0.04% of 
the Idaho population, while 0.25% confess an eastern faith and 0.11% of the population 
affiliates with Islam. 
 
Previous Action 
Estimates vary, but probably ten to twenty thousand of America’s 30 million 
fundamentalist Christians base their lives and actions on a belief that the apocalypse 
foretold in the New Testament is imminent, and that we are living in the “end of days” 
as described in Scripture. While there are many interpretations, the basic idea of the 
“end time” is that, soon and suddenly, the Rapture will take place when Christ returns 
and carries off the saved. The unsaved, namely the rest of humanity, are doomed. They 
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will endure transposition to the burning fires of Hell and suffer permanent separation 
from God. Whether or not you believe in the Bible or, more specifically, in end-times 
prophecy, understanding what so many Christians believe and why they believe it helps 
provide a lens through which all of us — atheist and believer, alike — can better see 
how certain viewpoints have been formed. 
The central character Will is a firm believer in the “end time.” Scandal has 
ripped apart his tiny congregation in Rathdrum, a village near Coeur d’Alene, where the 
minister of the congregation has caused the death of a teenaged boy in the church while 
attempting “reparative therapy” on him. Will tries to leave the scandal behind him and 
has arrived in the big city of Boise. He also seeks reconciliation with his 17-year old 
son Alex, whom Will has never met. Will was conceived out of wedlock, and Alex’s 
mother gave him up for adoption without consulting or even informing Will. Both Will 
and the mother were only 17 years old at the time, but Will fells a kind of responsibility 
for his natural son and wants him to know the facts of his birth and subsequent 
adoption. 
 
The Moment Before 
Will has made the decision, after the scandal in Rathdrum, to reconnect with his 
son. He is standing outside willing and praying for the Rapture, however, so he won’t 
have to go through with his plan. His way of getting the chance to reconnect with his 
son is getting a job at the Hobby Lobby. 
 
Stasis and Intrusion 
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The stasis in A Bight New Boise is everything the numbing monotony of 
“business as usual” signals for every character except Will. Pauline will continue to 
manage the Hobby Lobby, Leroy will continue to offend costumers and get his M.F.A. 
in art, Alex will work summers at the Hobby Lobby until graduation and then go off to 
college and become a musician, and Anna will work at the Hobby Lobby until she does 
something to get fired and move on to another job or go back to telemarketing. She will 
continue to read   books and hope she will find a man who will reciprocate her 
affection. The intrusion is when Will decides he needs to reconnect with Alex. He even 
prays for the rapture to prevent this event from happening, but when no rapture 
happens, Will accepts his fate. This action turns everyone else’s life upside down and 
forces them to come to terms with what they believe in as well.  
 
Central Dramatic Conflict 
Will’s decision or lack thereof in his willingness to change what he believes in 
precipitates the play’s action. He is so consumed with maintaining his apocalyptic 
viewpoint that he cannot see people around him adapting and becoming more accepting 
of who he is. He could have everything he wants in life if he would just change the 
things in which he so fervently believes. In the end, he can’t do that. 
 
Dialogue and Choice of Words 
The first thing most readers will notice the first time they read the script of A 
Bright New Boise is Samuel Hunter’s extensive use of the stage direction (pause). He 
calls for a pause in some scenes after every line. If someone observes all of these 
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pauses the dialogue can seem choppy or even that an actor has forgotten his lines. We 
spent a lot of time trying to find a rhythm and pace to Hunter’s writing and the 
meaning behind all of the pauses. Hunter’s writing is simple and direct, as if he wants 
to tell some kind of story in an unadorned way. His dialogue is very specific and very 
descriptive.   All characters have a distinct word pronunciation and turns of phrase in 
the manner they speak with one another. 
 
Dramatic Action 
Working with the actors concerning the dramatic action of the play became a 
topic we discussed at every rehearsal. We worked towards not playing the end of the 
show, not playing the end of a scene and not even playing the end of a thought until a 
character had the intention. We focused as a group to tell the story and not get bogged 
down in all of the dramatic details. I always reminded the cast that this show is about 
hope, and all the characters have hope that their lives will be better. True, Alex 
constantly says he is going to kill himself, but suicide is not his intention. 
 
Character Analysis 
Samuel Hunter does a creditable outstanding job of fully developing real 
characters. During the first three rehearsals, I spent some time talking with the cast about 
what they thought about their characters. I wanted them to have an opportunity early in 
the process to tell me who they thought their characters were and to discuss some of the 
choices they had made for them. I asked them to come up with a character statement and 
present it to us as a production team. Attached the reader will please find their character 
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analyses in the Appendix portion of this thesis. 
 
Meaning of the Title 
A Bright New Boise is how the character Will perceives his new start in Boise 
after he has left his evangelical congregation in the aforementioned village of 
Rathdrum. The production team wanted to show the juxtaposition of Will’s fresh new 
start and his encounter with a dingy, tasteless, and dirty breakroom in which everyone 
feels trapped. 
 
Philosophical Statements 
ALEX: You still believe in God?  
(WILL looks away) 
WILL: Yes.  
ALEX: Why? 
WILL: Because without God, then all I am is a terrible father who works at 
a Hobby Lobby and lives in his car. There are greater things in life. There 
have to be. (Silence. ALEX looks at him) 
 
Among the most disturbing aspects of human religious belief is how such belief 
makes it possible for believers to avoid taking personal responsibility for what is taking 
place around them. They feel discharged from the task of responsibility to see that 
justice is done because God’s justice will prevail. They do not consider themselves 
agents of divine justice, just its beneficiaries. They likewise take no interest in the 
 21 
stewardship of God’s creation, namely the environment, because as its Creator, God 
will tend to it. Believers also have no interest in questioning moral rules or morality in 
general because God is the author of morality and to question divine order is akin to 
heresy. Other believers see little need for sound arguments in defense of their beliefs 
because God has defended them already and will continue to do so. Believers thus deny 
their own freedom because freedom means departure from the divinely ordained order, 
and taking responsibility for one’s own salvation is a form of usurpation. If the believer 
usurps God’s power and departs from His plan of salvation, eternal damnation is the 
natural consequence of such action, and even God cannot rescue the so-called believer 
from the aftermath of his folly. 
 
6. Anticipated Challenges of the Play 
One of the first things Virginia Smith taught us in our first directing class was 
the use of a “Top 10” list. The creation of such a list was intended to give the director 
an idea of the challenges he may encounter when looking for material to direct or just 
reading new plays. The list was to set forth the directorial priorities we had after we 
reading a play. I have learned to like list-making and believe that it helps my concerns 
such as locations, cast size, and technical requirements, as a director when approaching 
the concept and design process. As I was looking at my concept of confinement within 
a boundaried space, I became concerned that the Howell Theatre might not be the ideal 
venue to maintain this sense of confinement. I knew I would have to make sure the 
actors could be heard and seen at all times in this space, but I wondered if the Howell 
stage would convey a sense of an impenetrable locus, comparable to the impenetrable 
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conviction Will has about the coming Rapture of Christ’s return. 
Other challenges included 
a. Casting a college student to play Will, who is 38 years old. 
b. Staging in a small, confined, inaccessible, and nearly hermetic break room. 
c. Giving the actors many different acting areas and things to do within that 
tightly confined space, and motivating their choices. 
d. Subject matter—what would be the student audience reaction be? 
e. Would the television monitor directly upstage center be distracting? 
Where would the audience look? 
f. What does the Rapture look and sound like?  
 
7. Concept Development 
I wanted to attend a graduate program in directing for many different reasons. I 
wanted to learn how to communicate with a design team, and one of the things Virginia 
Smith challenged me to do after my first semester was to focus on how I communicate 
ideas. This aspect of communication became something that I tried earnestly to 
improve. As I prepared my concept statement and research for our first production 
meeting, two different members of our design faculty approached me and asked me to 
alter my process. They told me not to bring anything to that first meeting and instead 
just sit and talk with all the designers. I considered myself a collaborative director and 
so I went into our first design meeting with nothing but the script in my hand. Our 
concept and design meetings started in November of 2016, and I remember telling the 
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designers that I was open to their ideas. If they had anything they wanted to contribute 
they should feel free to do so. After our first meeting, we developed a few buzz words 
that we used as a kind of shorthand to guide us to our concept. Those words included 
Isolation, Overwhelmed, Consumerism, and Religion. We started to keep a shared 
electronic box and shared images, thoughts and ideas with each other. 
Reflecting on this process I think it worked well for this production. There 
were many things that designers brought to our meetings to which I had never given 
much thought. I think going into the process without much in the way of confirmed 
thoughts and ideas really helped us to achieve a cohesive design and concept. The 
designers all had fresh ideas and were willing to add to the conversation. This 
process assisted us to remain on the same pathway toward our mutual goal of a 
successful production, and we continued to use electronic file sharing as a way to 
communicate and share our ideas between production meetings as we all went off to 
design and work on respective aspects of the show. 
 
Overall production concept. 
In the break room of a Hobby Lobby in Idaho’s capital, Will has deserted his 
rural hometown after a controversy with a religious cult of which he was a member. He 
tries to rekindle a relationship with his 17-year old son, Alex, whom his mother gave up 
for adoption when he was just a baby. Renewing this relationship will help him, he 
believes, put his past misfortune behind him. Leroy, Alex’s adopted brother and 
protector, also works at The Hobby Lobby along with Anna, an awkward woman who 
reads tasteless fiction anticipating dramatic conclusions. Will continues to summon the 
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Rapture while Pauline, the boorish and vulgar manager of the store, attempts to find 
order in the ecosystem of the store. All must face questions regarding faith, family, and 
repentance. 
 
Dramatic Action and Pacing 
Our production team focused on keeping the action moving throughout the 
production. I asked how we could achieve this dynamic by keeping scene changes to a 
minimum. While our set never changed, we wanted to keep the theatricality of the fourth 
wall present. I instructed all actors never just to walk out of the Hobby Lobby, and any 
scene changes happened when actors only entered or exited through the break room 
door. This emphasis on pacing became a challenge when Clayton Shellgren (who played 
Will) had to travel to or from the “parking lot” back into the break room. We had crew 
members back stage to help with props and costumes, who attempted to minimize the 
time it took to him. We talked as a production team about not including an intermission. 
There is a place written into the script where an intermission can take place but Sam 
Hunter said the play doesn’t necessarily call for one. As a team, we wanted to keep the 
dramatic tension and build of the play intact, and we also didn’t want audience members 
to leave during intermission. 
 
Style 
During our first few production meetings the production team unanimously 
agreed that this play would fit within the generic approach of realism. We wanted our 
audience to recognize the elements of the play, and we wanted them to connect and 
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empathize with situations the characters were experiencing. The environment is real up 
until the point of the Rapture. We wanted the audience to wonder if that really 
happened or if it was just something in Will’s mind. 
 
8. Rehearsal Schedule 
The rehearsal calendar set forth in the Appendix of this thesis I set up and 
worked on with stage manager Shannon Humiston. We asked actors to come to our 
first rehearsal familiar with the script, since they had had it for almost six weeks prior 
to the start of rehearsal. We did have one minor conflict on Wednesday nights. Karen 
Richards, who played Pauline worked as a Resident Assistant on campus. She had a 
weekly three-hour meeting she could not miss. This conflict Karen had unfortunately 
failed to list on her conflict sheet. Shannon and I had to configure our rehearsal to work 
around this meeting. We usually ran scenes in which Karen did not appear until she 
came to rehearsal. As it turned out, she never had to stay the whole time at her 
Wednesday night meetings and was only an hour or so late each Wednesday. 
(Appendix) 
 
9. Rehearsal Journal/Notes 
The following are notes I kept during some of our production meetings and 
rehearsals, and these entries remain largely unedited. During the first read through I 
presented the cast with my concept of the show. I tried something new and during the 
process I used what some describe as called an ideograph. An ideograph is a written 
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character symbolizing the idea of a thing without indicating the sounds used to say it. 
Using an ideograph is one way of engaging an audience’s imagination through 
abstraction. I discovered this process while attending a director’s workshop where Julie 
Taymor talked about her success and why she uses this technique. Ideographs work like 
any other symbol. In the same way, you can see a red hexagon in traffic, and even 
without words most people know to stop. Sometimes we see a red handkerchief pulled 
from someone in a barber’s chair and know that somebody has cut his throat. Julie 
Taymor stated, “It’s all about how much you can say with one brush stroke.” Taymor’s 
ideograph for the Lion King was a circle. She represented it in many facets of her set 
design, and it functioned as well as a central theme of the show: namely the “Circle of 
Life.” 
My ideograph for A Bright New Boise was a square (Appendix). This ideograph 
tells of the isolation, need for escape, the claustrophobia, and overwhelming theme of 
confinement in the show. I asked all of the cast members to come up with an ideograph 
for their characters. During our final table work rehearsal, the actors shared their 
ideograph. I have included them herewith. (Appendix) 
 
10. Design Process working with designers 
Every designer who worked on this production was a student enrolled in the 
Johnny Carson School of Theatre and Film. The production team included the 
following individuals, with the name of his or her advisor listed after their names: 
 
Director: Chadwick Taylor  
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Advisor: Ian Borden 
Stage Manager: Shannon Humiston  
Advisor: Brad Buffum 
 
Set Designer/Props: Kaitlyn Peterson  
Advisor: JD Madsen 
 
Lighting Designer: Alex Andersen  
Advisor: Laurel Shoemaker 
 
Sound Designer: Emily Callahan 
Advisor: Jeff O’Brian 
 
Costume Designer: Rebecca Armstrong  
Advisor: Janice Stauffer 
 
Digital Media Designer: Zach Bartlett  
Advisor: Steve Kolbe 
 
Technical Director: Brendan Greene Walsh  
Advisor: Mitchell Critel 
 
A. Set Design 
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Undergraduate Kaitlyn Peterson took responsibility for both set and prop design 
for A Bright New Boise. I had previously seen her work in the 2016 fall semester where 
she was the set designer for the School’s production of Hamlet. I also was interested in 
working with her faculty advisor JD Madsen. Mr. Madsen and I share many of the same 
theatre associates from our time working in different theatres in Utah. Before we started 
the initial design process I met with Madsen and asked him a few questions about how 
he works as a designer. I asked him if he had any suggestions on how I should approach 
this process. He told me to listen carefully to what the production’s designers had to say 
and what they had to offer. We talked about the language that serves most effectively 
when collaborating, and language was something I wanted to improve. Indeed, one of 
my major intentions in talking with Madsen was his knowledge of terminology. Upon 
his advice, I went into our first design meeting with only my script in hand but my 
research and ideas in reserve, ready to disclose if our conversation and process stalled. 
I remember being nervous as I sat down with all the designers, because no one 
was really talking or making eye contact. I asked everyone in the room to introduce 
themselves to the rest of the group, tell us something about themselves, and what 
excited them in their exploration with the show. During that first meeting, we mostly 
tossed out ideas and key words we wanted to scrutinize in the design process. The next 
week we presented images and started to narrow our concept. I remember Kaitlyn’s 
always being prepared and having interesting questions that would guide us to explore 
other options of the set. As we talked I could tell that designing a “literal” Hobby 
Lobby break room didn’t seem to sit well with her. Kaitlyn presented her first design 
with no connecting walls of the set.  This idea seemed really different to me and I 
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asked her to explain her reason for this idea. She told me that it gave the concept and 
theme of the show a disjointed feeling and that we would still get that claustrophobic 
feeling we sought. But there would be a feeling of something just a little but 
fragmented. She explained that there would be masking so that nothing else would be 
seen and we would get this abyss or empty space feeling just like the characters were 
feeling in the show. I immediately had a moment of perception, and I loved the detail. 
This idea of a fragmented reality floating in space was something I never would have 
thought of, but having Kaitlyn as the set designer convinced me we were traveling on 
the same pathway—or at least using the same compass—and she was willing to make 
extra effort in in our shared purpose. 
As the rehearsal began after spring break and student stagehands had begun to 
build the set, we discovered a major problem. The actors didn’t have enough room. 
During the design process, I had asked Kaitlyn if she thought the set was positioned too 
far upstage. She did not think so at the time, but rehearsals revealed a shortage of space. 
The Howell Theatre furthermore suffers from terrible acoustics and the actor’s voices 
were struggling to emerge from behind the proscenium arch. I asked Kaitlyn about 
possible solutions, such as could we cut the extra parking lot and just move the set 
forward four feet? Could we cut the extra stretch of the parking lot and add four feet of 
playing space downstage? Kaitlyn found the second suggestion provided the easiest 
solution. We talked with technical director, graduate student Brendan Greene-Walsh, 
about how this change might affect other areas. He offered some possible solutions. We 
met at the next production meeting to resolve the space shortage dilemma. This 
production meeting presented the most tense and awkward atmosphere we had 
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experienced thus far in the process. All the student designers seemed to agree that 
moving downstage was mandatory. Students’ faculty advisors, however, had varying 
and even contradictory opinions about how to make the necessary adjustments. 
Undergraduate Alex Andersen, the lighting designer, said it would be an easy fix for 
him, but he needed permission from his advisor. We were all in agreement, but I was 
reluctant to proceed, only to have an advisor exercise veto power with questions like, 
“Do you know how much work that is?” 
One advisor, in fact, did pose that somewhat unsettling question to me. I 
replied, “Yes, I do know how much work that is, and we are all doing a lot of work.” 
Kaitlyn had already changed her ground plans to add the extra four feet downstage I 
was asking for. The conversation then switched to the budget and what needed to be 
cut in order to buy the extra lumber needed for the new platforms. The compromise 
was that if we cut out having a sink withrunning water stage left we could have the 
extra four feet downstage. I agreed to the change and we proceeded with the plan. 
Below are the two different drafting elevations showing the change to the front of the 
set.  
[Ground Plan for A Bright New Boise designed by Kaitlyn Peterson] 
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My concerns for the set included having enough room for the cast while 
maintaining that confined feeling we sought.  I felt that the compromise we reached had 
resolved my concerns. Looking back on the process I should have pushed for more 
discussion and actually looking at where the set would be located on the stage. Having 
the design team simply tell me “things will work out” or “don’t worry, we’ll fix it” was 
not the solution. I tried to get the student designers and their advisors to step out into the 
audience and see what I was seeing. Kaitlyn’s advisor JD Madsen suggested that I hold 
the model up to get a better picture of what the audience would see. This suggestion was 
a poor substitute for actual presence in the Howell seating area and I rejected it out of 
hand. In the end, I was glad that Kaitlyn was willing to look at the problem and find a 
great compromise which proved to be a solution. 
 
B. Props 
The overworked yet highly competent Kaitlyn Peterson also served as the prop 
designer. I am grateful that she considered props just as important as the set she had 
designed. We discussed what were absolutes, that is, what did the student actors 
absolutely need to have onstage? She handed me a binder of all the props called for in the 
script, along with her initial sketches for each of them. Her promptness in delivering this 
binder was reassuring, and I gave her my blessing as we proceeded with the rest of the 
process. I did, however, run into some predicaments with our prop master, an 
undergraduate named Dylan Warren. Warren failed to deliver props in a timely manner, 
mock-up props were consistently missing, and when I or the stage manager inquired as to 
their location, Warren replied that they were in the prop shop. We searched the prop shop 
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on more than one occasion and couldn’t find the props we needed and Warren offered no 
explanation. Warren also sent me e-mails inquiring if certain props were actually needed, 
or if we could get by with something else, or if we could simply do without it in an effort 
to save money. I support budgetary responsibility in all areas of production, but avoiding 
responsibility for tasks assigned was unsatisfactory. In the end, we got all the props 
needed (thanks to some apparently gentle arm-twisting) and the props contributed 
successfully to set decoration. The attention to detail was admirable, from the powdered 
creamer in the coffee tray, to the fully stocked cupboard, an old and filthy, yet functional 
microwave oven, to the actual statement of purpose on the break room bulletin board. 
  
C. Costume Design 
Rebecca Armstrong, a first-year Master of Fine Arts student in costume design, 
who has  a very relaxed manner of communication, proved to be a valuable 
collaborator. She consistently came to design meetings with her work complete and 
precise. She never minced words and expressed herself succinctly: “This is how it is. If 
you don’t like it, we will change it.” We spent some time talking about who each 
character in the play was, how motivations might express themselves in the clothing, 
how clothing might feel on the character’s body, how the costume might affect the 
character’s movement, and other important costume considerations. Armstrong’s focus 
on detail was admirable. She had a very solid concept of color, and it became apparent 
each character had a color style that described his or her character. She presented fabric 
and color swatches at our first design meeting. She was very efficient with getting 
actors in for fittings and posting pictures. She invited me down to the costume shop 
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numerous times to view costumes and go over anything of which I was unsure or 
unaware. Armstrong, felt she could pull most of the show from the Carson School 
stock, and that the shop would need to fabricate very few pieces. Her sketches, research 
samples, and photos are located in the Appendix of this thesis. 
 
Costume Build 
Armstrong’s appropriation of numerous pieces from the Carson School stock 
proved largely successful, though she had to order generic Hobby Lobby vests from a 
supplier and personally designed and printed Leroy’s crude t-shirts. Armstrong had 
money left over and decided to purchase the two suits and ties used in our Hobby 
Lobby video feed. I approached Armstrong and asked if we could take the design one 
step further and extend it into the front of house and have our ushers wear the standard 
Hobby Lobby vest. She agreed, and I found Armstrong’s attention to detail laudable, 
right down to the paint splatters on Leroy’s shoes (even though nobody in the audience 
could see them) to Will’s first name badge that says “Training” on it (even though 
nobody in the audience could read it). Armstrong was a great collaborator and helped 
to bring the cohesion of this production. In reflection, I doubt if there was anything I 
could have done to inspire or push the costume design of the show. Armstrong was in 
control of her contribution to the show but I am not sure what I could have done to 
improve it. I know she was designing two or three other shows concurrently with A 
Bright New Boise, a fact that compounds my admiration. She referred to her work on 
Boise as “purchasing” the show rather than designing it. Yet I wonder if I missed 
opportunity to collaborate more and push the design process further. 
 35 
D. Lighting Design 
A Bright New Boise was undergraduate Alex Andersen’s first time as a lighting 
designer. Alex jumped into the design process very quickly and added to our process 
with many different ideas and pictures during our research phase. After we decided on 
a concept of realism, however, Andersen seemed to shut down. He was very vocal 
about how he thought things should look but when it came to explaining how that was 
going to happen, he found himself somewhat hesitant. He was still learning how to 
communicate with others in the design process, and I had to work at using highly 
descriptive verbs and adjectives to impress on him how or why something was not 
working. I attempted to use a selective vocabulary with Andersen, hoping that 
descriptive words about color or strength of the light might have a better outcome. We 
had the basic premise of lighting for Boise of making everything on stage look 
theatrical, but then stripping the theatrical features away from the set-in order to make 
it look as real as possible. Andersen was inspired by the overhead bank of fluorescent 
lights in the break room and the single parking lot light. I feel that when he got 
motivated by those two ideas the rest of his design took off. He worked very hard to 
get a harshness in the lighting in the break room. Things were to look plain and harsh, 
and he did his best to achieve that “look.” He wired LED lights into the florescent 
fixtures to make a few special effects happen. We spent a few meetings talking about 
what the Rapture would look like. The design team exchanged pictures and ideas and 
Andersen was really given the freedom to explore. I was very excited about what he 
had come up with. I loved the flames and the “smart” lighting he used on the break 
room floor. 
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Only once during the process did I have to ask him to tone down his design. 
The pattern on the floor started out as very distracting. With minor adjustments, he 
toned down and blurred some of the outlines on the floor, with good results. Andersen 
accepted my invitation to come to rehearsals whenever he wanted to. He began 
attending about a week and a half before our tech rehearsals. I wanted him to know that 
he could start adding lighting elements whenever he wanted. Adequate preparation was 
a goal I think we both shared. Andersen was also compliant with the collaborative 
ethos for this show. Towards the end of our rehearsal process Andersen had really 
opened up and started to explore the possibilities of lighting in the show. He started to 
create different options and tried new things. He was more open to asking what I 
thought about certain lighting choices. During our technical rehearsals, he was prompt 
in executing any notes he received, quickly implementing any corrections required. 
  
E. Sound Design 
Undergraduate Emily Callahan was, like Alex Andersen, making a Carson 
School design debut with A Bright New Boise. Her assignment was to bring the world 
of a Hobby Lobby break room to life. As with Andersen, I was slightly hesitant about 
working with an inexperienced student designer. Emily was very quiet and shy during 
our production meetings. In fact, she presented her work and then said not a word. 
Despite, or perhaps because of her shyness, Callahan provided some helpful insights to 
our design process. I asked her what a Hobby Lobby would sound like. She found out 
that Hobby Lobby has one main composer who designs and arranges the music that is 
played in every store around the country. The composer’s name is David Baroni, and he 
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is “an internationally known songwriter, singer, musician, producer, arranger, 
conference speaker, recording artist and worship leader,” according to his website 
(http://www.davidbaroni.com). Callahan’s research helped give auditory shape of the 
show. We discussed how the audiences should hear that district Hobby Lobby music as 
if it was coming from the main floor of the store. Emily reported that she spent a lot of 
time walking through the Hobby Lobby, where customers can purchase many of 
Baroni’s CDs. Callahan wanted the show to have an honest sound, and she captured it 
with Baroni’s versions of several well-known and much-loved hymns and gospel songs 
such as “I Will Sing of My Redeemer,” “O for a Thousand Tongues to Sing,” “Blessed 
Assurance,” and many others. We had several conversations about different 
environments and separate locations, scene transitions and sound effects. She 
capitalized on the design team’s focus of realism. The small details are what make any 
show, and in addition to musical selections Emily added a small microwave sound, a 
rain effect, and a working intercom system for the show. During the process, I asked 
her what she thought the Rapture would sound like. Instead of creating a dark or 
sorrowful Rapture, Emily built a kind of loud, jarring sound, which was also hopeful 
and peaceful at the same time. I think she came up with an amazing sound design. 
 
F. Projection Design 
A multi-media or cinematic element is a quizzical Carson School requirement for 
any M.F.A. Directing thesis production. Knowing this requirement and the challenges it 
presented prior to the show selection process was helpful. Building up to this production I 
have tried to experiment and incorporate other types of multi-media elements into my 
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work here at UNL. I am a fan of incorporating these elements as long as there is a 
cohesiveness and a need for it. Requiring a theatre production to include certain multi-
media elements that are not originally specified by the playwright can be disastrous. Such 
was the case with A Bright New Boise, because there is no need for multi-media display, 
though there is some mention of a television monitor in the script. The Johnny Carson 
School of Theatre and Film is furthermore poorly equipped to handle this requirement. I 
was lucky that the aforementioned television monitor appeared in the script, and I found a 
clever way to achieve this requirement. The Carson School nevertheless lacks the 
equipment and the expertise to pull off this type of theatrical convention successfully. 
During the two years prior to this production I had developed great 
relationships with other students in the Film and New Media section of the Carson 
School. One of those relationships was with Zach Bartlett, who agreed to serve as 
Director of Photography for the Hobby Lobby television monitor hanging up near the 
ceiling in the Hobby Lobby break room. We decided on February 23rd as our 
production day for shooting the segments to displayed on the monitor. Zach set up a 
green screen in the Temple building and filmed the necessary scene in the script. I cast 
local actors Tom Crew and Eric Moyer as Hobby Lobby Man #1 and Hobby Lobby 
Man #2, who discuss certain items of merchandise on offer at the store in whose break 
room the action takes place. After shooting the initial scene that has actual dialogue we 
filmed eight different segments I could use as the filler for the other Hobby Lobby 
moments which did not require sound. Zach conducted himself in a professional way, 
and he thinks like a camera. He sees what a camera sees. He completed all the editing 
and then added all the grotesque surgery clips which juxtaposed with the discussions 
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between the two aforementioned Hobby Lobby men. We had all of our footage and a 
final edit the week we started rehearsals. It was one of the elements I was most 
concerned with but it ended up being the element that came together 
 
G. Technical Direction 
M.F.A. theatre technology graduate student Brendan Greene-Walsh and his 
advisor Mitchell Critel had responsibility for building the set. I cannot say enough 
positive things about Greene-Walsh. He was very professional throughout every aspect 
of this production. He was organized and knowledgeable about his responsibilities. He 
offered quick and simple solutions to problems we encountered. He expertly 
rearranged production costs that allowed him to purchase the extra lumber needed for 
the aforementioned floor extension. Over our spring break Greene- Walsh sent photos 
as the set was under construction. He scheduled a half hour of our first rehearsal back 
from spring break just to go over functions of the set with the actors. My impression 
was that he always had the actors’ and the production’s best interest at heart. During 
our tech rehearsals, he was always considerate, level-headed, and professional. He 
gathered the production team for notes after rehearsals and continue to push for the 
best possible production quality achievable under the circumstances. Never once did I 
witness Greene-Walsh lose his cool or treat someone poorly. I have the utmost respect 
for him and I remain grateful for what he brought to this production. 
 
11. Casting 
Will 
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Casting the role of Will was a big decision, largely because Will is the play’s central 
character. I considered using an age appropriate actor and received permission from 
the Johnny Carson School of Theatre and Film to look outside the university if I 
thought that was best for the show. Ultimately, I decided against outside casting. I felt 
that casting an actor who was in his forties would take an opportunity away from an 
albeit young actor in our program. University theatre offers, however, a chance to 
continue to learn and grow into a role as an actor. We discussed how costumes and 
makeup could help “age up” our actor as a result. 
 
Mainstage Auditions. 
Auditions for the mainstage shows at the Jonny Carson School of Theatre and 
Film took place during the first week of the spring semester on January 11, 2017. Paul 
Steger, the other main stage director, was in attendance and cast actors for his 
production of This Random World by Steven Dietz. All undergraduate performance 
majors are required to attend mainstage auditions, and my advisor Ian Borden 
challenged me to call back only those actors I knew I could cast and not to waste my 
time or theirs listening to actors obviously unfit for the show. This advice remained in 
the back of my head and helped to cut down wasted time and effort. After the 
auditions, School production stage manager Brad Buffum instructed me that he 
needed my call back lists and he would post them that night. I quickly met with 
Borden and talked over the list of actors that I wanted to call back. 
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Call Backs 
I held call backs on January 13th. With Ian Borden’s help and suggestions, I 
had my call back list paired down to a few actors whom I wanted to see for each 
character. My goal was not to waste anyone’s time, so I split the call back time into 
hour-long increments. I gave sides to Brad Buffum, which he posted on the university 
website so student actors could familiarize themselves. As prepared as I thought I was, 
the call backs were fairly chaotic. I had no stage manager at the time so no one was set 
to organize nor run the call backs procedure. Buffum had to find people just to fill in 
as a stop-gap measure, and one of the students graciously offered to stay the whole 
time This episode of neglected attention to detail put us behind in keeping to our set 
time schedule. 
During call backs I was looking to see how actors interacted with each other 
and how or if they made “bold choices.” I also wanted to make sure I could hear them, 
because they were working on scenes I had selected for them. I sat half way back in the 
theatre, eager to find student actors who were willing to explore and create characters 
based in a sense of realism. 
 
Casting Meeting 
On Saturday January 14th, Paul Steger, Brad Buffum, and I met to discuss 
casting for our respective productions. Paul mentioned that he had looked at my 
callback list and noticed that we were both looking at a few particular actors for roles in 
both of our shows. I quickly told him that I only needed one actor whom he was also 
considering. He quickly noted that he had an alternate actor to fill that position and we 
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came to an agreement about our final cast lists. Brad Buffum mentioned that it was the 
quickest casting meeting he had ever seen! The whole meeting took maybe five 
minutes. Brad posted the cast list on the University website on Saturday January 14, 
2017 as follows: 
 
Will . . . Clayton Shellgren 
Pauline . . . Karen Richards 
Anna . . . Ciara Hergott 
Leroy . . . Simon Gissler 
Alex . . . Jackson Belva 
12. Rehearsal Process 
Table Work 
“Table-work” is a purposely vague and somewhat artsy term for imagination-
centered activity. In most cases, a director will simply sit with actors—sometimes at a 
table, sometimes not—and go through the script in search of clues, hints, or inferences, 
with everybody keeping their creative ears open for unintentional or random bits of 
insight, inspiration, or even revelation. Everybody takes time to weigh the words, their 
meanings, their sounds, and then explores the various possibilities that the words 
suggest. 
Due to a scheduling misunderstanding our rehearsal at table got off to a rocky 
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start. We only had three rehearsals our first full week due to other obligations which 
occupied our student actors. The scheduling issue caused us to lose two rehearsals. We 
used these three rehearsals as our “table work” process. During this process, I introduced 
a few acting exercises and methods. I tried to see if my cast would be receptive to Patsy 
Rodenburg’s “second circle acting technique.” (Patsyrodenburg.com. N.p.) 
Rodenburg is a British voice coach who worked with the Royal Shakespeare 
Company through the 1980s, and has also worked in New York. She is the author of 
several books, and in some of them she states that humans speak within specific 
contexts, some of which they occupy simultaneously. Humans can also shift rapidly 
between them. Actors profit by becoming aware of shifts in concentration from 
moment to moment and use them as tools to focus and energize their voices. They are 
thus more apt to place their imaginations directly in service to the character’s words as 
well as creating powerful and believable moments on stage. The cast was none too 
receptive of this technique, perhaps because they receive no voice training whatsoever 
in the Carson School. It was therefore difficult for them to grasp fully the steps of 
Rodenburg’s acting method. 
By the third “table read” I could tell that the student actors were getting antsy to 
be on their feet. I held rehearsal in the Lab theatre and taped out a small four-foot circle 
in the middle of the floor. I instructed the cast that when they were on stage or had a 
line they had to be in the square. This rehearsal helped to solidify our concept and 
feeling of confinement and claustrophobia, and it turned out to be an overall fun 
exercise. 
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Blocking 
Blocking was an interesting challenge for me as a director. I feel that my process 
with student actors is very organic and natural. I didn’t go into rehearsals with set 
blocking. I wanted the student actors to have full input and feel like they could make 
suggestions and ask questions. We ran scenes and then waited to see what kind of 
discoveries the student actors had made. I watched them and how their bodies reacted to 
each other. I could tell when they wanted to move whether they knew it or not. I would 
ask them, “Do you feel like you need to move?” Without fail they would always 
answer, “Yes.” I told them “Well then, move.” 
It was very interesting to get their input on what they felt their characters would 
do in different situations and how they would move or what stage business they 
incorporated as they gravitated towards differing areas of the set. During the blocking 
process, we discovered that some student actors couldn’t be heard. At other times, they 
did not have enough room to move. Once the stage area expanded downstage, as noted 
earlier in this thesis, I made it a point to use all of the space available and to push the 
actors to make sure they were both audible and understandable. 
 
Character Development 
After trying to introduce a new method to the student actors and failing, I knew 
I needed to find something we could use as a common vocabulary, as the director Peter 
Brook emphasizes in his book The Empty Space. I continued to challenge them to 
continue work with developing the characters they were to play. I brought a few 
handouts and exercises that I have used as an actor. During our second week of 
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rehearsals I asked the actors if they had ever used “Laban Energy.” This concept by 
Rudolf von Laban (1879-1958) helps the actor to understand internal impulses and to 
develop an expressive body that can make clean, precise choices. It also helps the actor 
to create and maintain a strong physical presence on stage. All of them said they were 
familiar with the name “Laban” and had some experience with it. We continued to 
explore and have each actor point out Laban energies and descriptions which they felt 
their characters possessed. I found this exercise to be very helpful in working with 
student Clayton Shellgren, who is an energetic physically expressive person, while the 
character of Will is not. These movements helped age his character and helped him find 
other non-distracting movement choices. Using Laban in developing their characters 
assisted other students in creating more realistic and believable performances.  
 
13. 3 Technical Rehearsals: 
Paper Tech. Under the Direction of our stage manager Shannon Hummiston I was 
surprised how fast this process proceeded. During the rehearsal process and tech 
rehearsals we were very focused on mapping out anything that needed to happen 
technically in the show. The only thing that caused some concerns were the video 
cues for the television monitor. This concern actually became a concept question, 
because we had to decide if we wanted the television to go to static before going out 
or just going to black. We wanted to make a consistent choice for use throughout the 
show. We decided to go to static and then to black. 
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Tech Rehearsals. Our first technical rehearsal took place April 7th.  This rehearsal was 
the charge of stage manager Shannon Hummiston and the design team. For the first 
portion of the rehearsal we ran only transitions and light cues. After a complete cue to 
cue we had the actors continue with rehearsal and ran the show and worked a few 
scenes. The second technical rehearsal was Sunday April 9th from 1:00 to 6:00 PM. At 
the end of our first tech rehearsal I told the lighting and sound designers that they could 
have the first part of the rehearsal to fine tune the Rapture effect. We worked with the 
actors to get the timing, entrance, and sound and light cues just right. After working 
that scene, we started a full run of the show with all of our technical elements. When 
we finished the run of the show and there was time left over, I met with the production 
team and asked if there was anything else that needed rectification. Everyone agreed 
that the show was in a great place and we could discuss a few notes and let everyone go 
home. Many of the faculty advisors commented that they had never seen a show this 
well prepared three days from opening. Theirs was a great compliment to all involved 
in this production. 
 
First Dress Rehearsal. Our first dress rehearsal went well.  I met with costume 
designer Rebecca Armstrong and went over a few notes. She mentioned that she 
wanted to change a few of the costumes for the character Pauline. We discussed 
everyone’s costume details and Rebecca decided to add more accessories to each 
character. I agreed that this augmentation would be a good idea. I was pleased with the 
look of the show and had the chance to give the student actors a few notes, then sent 
everyone home. The only technical problem still unresolved was the onstage phone. It 
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had been dropped a few times during tech week and the microphone had started to 
pick up a lot of feedback. The sound was very distorted and actors could not be 
understood when they used it. The sound designer Emily Callahan assured us she 
would correct it. 
 
Final Dress. Just like the previous dress rehearsals I thought that we were prepared for 
our final dress. Our only hiccup came at the start of our rehearsal, when technicians 
discovered that their headsets were not functioning properly. It took almost forty 
minutes and some rewiring to arrive at a solution. Once the headsets were fixed we 
started our rehearsal. Earlier in the day our sound and lighting designers each spent 
time in the theatre fine tuning all of their cues and had made sure everything was in 
order. Our costumer added her extra accessories that worked well for each character. 
This was the rehearsal for which the actors had added hair and makeup. This was the 
final step in our production. All of the characters in A Bright New Boise stood as living, 
breathing people and I felt the show was ready for an audience. 
 
Preview Performance. For the first time the cast of A Bright New Boise performed in 
front of a live audience on April 12, 2017. At this university, the final dress is 
considered a preview performance, meaning that at any time the stage manager could 
stop the show. The cast and I were in general agreement that this would be the start of a 
successful run. They wanted to do more than just make their way through the show; they 
sincerely wanted give it their entire effort and considered it opening night. I think 
anytime there is an audience, the show needs to be performance ready. This show was. I 
was very proud of the cast for applying the notes that they had received in the previous 
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dress rehearsals. Each night during tech rehearsals we decided on buzz words for the 
night. That night the words were Diction, Volume, and Energy. I felt like the cast 
achieved each of those goals. The best part of the performance was the audiences 
audible gasp the moment the character Will decides to side with his religious 
convictions instead of getting everything he has wanted. 
 
14. Personal Reflection 
There were many reasons for my decision to attend the University of Nebraska. 
Among them were the possibility of becoming a better director. I wanted very much to 
improve my directing process and to find new techniques and styles I could integrate 
that might help my artistic formation and become the director I want to be. Among my 
biggest goals was the desire to strengthen my ability to communicate with designers. A 
Bight New Boise afforded me the opportunity of achieving that objective. I had an 
amazing experience working with all the designers and actors. 
If I could do it all over again I would go back and fix the mistakes I made. 
Among those mistakes were not expressing my directing concept from our first design 
meeting. I spent a lot of time getting on the same page with designers, and if I had 
mastered the right vocabulary earlier, we could all have saved valuable time. I do 
however think that the process gave the designers a chance to learn and understand 
how to collaborate with a director. I should have had a clearer concept in how to 
approach and inspire the student actors. Trying something new in this process, I 
thought was the perfect place to try. Educational theater is all about learning to be 
willing to fail. In the instance of trying to use the Rodenburg methods, I failed. I had to 
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apologize to my actors and let them know that I, along with them, was a student and I 
was continuing to learn about my process as a director. 
Not figuring out the problems with the set was also something I would go back 
and change. There was a moment in a meeting that I didn’t push to have the set taped 
out on the stage for our first rehearsal. Looking back on that decision, I think we could 
have figured out the need for extra stage room. In the same way, I could have solved 
the problems of audibility if I had been brave enough to help the actors understand that 
nobody could hear them. It came down to the last week of rehearsal before I really 
started to push the actors and letting them know that I couldn’t hear them while sitting 
out in the theatre. Missing this detail made some of the actors uncomfortable and their 
discomfort slowed down their progress towards character development. 
The positive aspects of A Bright New Boise overshadowed my mistakes as a 
director. I was pleased that we achieved the goal of cohesion. I had wanted to create an 
atmosphere of expectation, not just a play production. The attention to detail from each 
design department made the show successful. I took the time personally to thank each 
member of the production team for their dedication and hard work. I think keeping a 
positive and encouraging environment helped in our collaboration.  I learned to 
communicate more effectively with designers and to stimulate an energetic 
performance among student actors. Such aspirations may derive from teaching junior 
high and high school theatre. Casting the right actors for each part is also something I 
have learned to do more effectively. I knew the moment I saw each of the actors at 
auditions that certain possibilities existed. 
If I could go back and direct this play again there are tiny things I’d like to 
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polish, but I hope that will come with subsequent directing work. As a director, I 
should read more plays, attend more productions, and write more about the 
impressions I glean from the experience. I wanted to direct a show that might leave the 
audience thinking. Thinking about what? I hope that audiences after seeing A Bright 
New Boise will think more about core beliefs. I wanted a show that prompted 
discussions among audience members. I also wanted to direct a new play that hadn’t 
been done in Nebraska. I am grateful to continue on an artistic path as a “lifelong 
learner,” putting into practice what I have learned during my time as a graduate student 
at the Johnny Carson School of Theatre and Film.
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Character Design 
 
UNL 2017 Bright New Boise Dir. Chadwick 
 
 
Cast: 
 
Character: Will 
 
- Subtle plaid shirts 
o 1st lighter 
o 2nd bolder 
- Khaki pants 
o Pleat front 
o Dockers 
- Uniform 
o Bright, new vest 
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UNL 2017 Bright New Boise                                         Dir. Chadwick 
 
 
Cast: 
 
Character:  Pauline 
 
- Graphic print knit top 
o ¾ sleeve 
o TBD faux wrap top 
- Plain black dress pants 
o Walmart quality 
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UNL 2017 Bright New Boise                                  Dir. Chadwick 
 
 
Cast: 
 
Character: Anna 
 
- Retro/vintage esque 
- Ala Jess from ‘New Girl” 
- Uniform 
o Neat pinafore style 
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UNL 2017 Bright New Boise                                           Dir. Chadwick 
 
 
Cast: 
 
Character: Alex 
 
- Dark skinny jeans 
- Fun sneakers 
- T-shirt 
- Open button-down 
- Uniform 
o Neat vest 
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UNL 2017 Bright New Boise                                     Dir. Chadwick 
 
 
Cast: 
 
Character:  Leroy 
 
- Black t-shirts 
o Custom Screenprint 
▪ “Fuck” 
▪ “You will eat your children” 
- Dark denim straight cut 
- Jacket with patches 
- Uniform: 
o Vest with fading/slight distressing 
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Costume Checklist 
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Costume Measurements 
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Costume Plot 
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Character Analysis 
 
Alex 
Alex is the very definition of an anxtsy teen. He often wants nothing more than to listen to 
his music. He also feels misunderstood because of his art. The only person who Alex feels does 
understand him is his brother, Leroy. The super objective for Alex is for both Leroy and Will to 
love him. Alex has wanted a father his whole life, but he fears that getting close to his father now 
will create conflict with Leroy. Leroy is not only Alex’s brother but also the person who 
introduced Alex to art. If Alex chooses Will he may lose the love of Leroy, the person who 
practically raised him, but if he chooses Leroy his dream of a real father coming into his life will 
vanish. Because of this conflict, Alex wants both of them to love him and not force him to choose 
one over the other.  
 
Leroy 
While Leroy has grand ideas about the world and his place in it, A Bright New Boise 
depicts his striving for two main things: to keep Alex safe, and to get Will to leave their lives. 
Leroy has had to do a great deal of parenting for Alex in place of his own drunken parents, so he 
has gotten to define a lot of parameters for his younger brother himself. Christianity falls outside 
of those parameters, and thus Leroy tries his best to keep that as far away from Alex as possible. 
Leroy’s view on the world has lead him to see Christians as zealots and hypocrites. When Will 
comes to town, Leroy sees the embodiment of everything he has fought against to protect Alex. 
Christianity thus has the potential, he believes, of sweeping Alex away.  Everything Leroy does in 
this play represents an attempt to keep disaster from descending on Alex. In his very first scene we 
see Leroy trying to intimidate Will and make it clear that he is not welcome. When Will 
apparently does not respect the boundaries, Leroy has set, the situation almost escalates into 
violence before Pauline intervenes and breaks things up. Speaking of Pauline, Leroy’s contempt 
for her probably stems from the contempt he feels for his parents. They were the first authority 
figures in his life, and they failed him. This negative experience with parents in the past does not 
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bode well for Will, who tries to take up that parental position for Alex. Unfortunately, Leroy and 
Alex over the years have only had each other to battle the cruel twists of fate which originally 
brought them together. As time went on, the brothers have accepted the need for mutual solidarity 
and now Leroy’s daily mission is deliberately to make the world uncomfortable for anything or 
anybody that poses a threat to Alex. The brothers leanred to distance themselves from everyone 
else, so now that Alex may be  pulling away from Leroy is profoundly troubling. The danger 
Leroy perceives in Will changes, however, when Leroy turn to Will, his greatest enemy, for help 
at the end of the play.   
 
Anna  
Anna is a really interesting character because there’s so much more to her than what 
originally meets the eye. She’s clearly had a pretty difficult past. In my opinion Anna accidentally 
fell into the wrong crowd when she was younger, and as a result she probably didn’t make the best 
choices and got into a little bit of trouble. Now she lives with her dad and her brothers, who 
constantly bully her.  They more than likely hold her past mistakes over her head. Working at the 
Hobby Lobby is her only escape from them, and even then, it’s not a good place to be. The only 
time Anna enjoys being at work is after hours, when she can be by herself and read. Books for her 
are an evasion of reality and are probably her only joy. They allow her to escape her boring 
everyday life and to dream of adventure and romance. Anna takes a liking to Will because, he is 
probably the only guy she’s ever met who has not ridiculed her and her reading habits, nor has 
seen her as a problem.  Religion for Anna is her way of proving to herself and others that she is a 
good person. She may have made a few mistakes, but she is trying everything she can to 
compensate for her previous errors.   
 
Will  
Will once had unshakable religious fervor, but when we meet him in A Bright New Boise 
he has rejected his church, the New Life Fellowship and everyone in the congregation. Will is 
alone in search for redemption, and he hopes that reuniting with his illegitimate son Alex (from 
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whom he was separated from at birth) will provide a redeeming quality to his life.  The motivation 
for reconnection with Alex is the death (or murder) of 15-year old Danny, who was a member of 
the New Life Fellowship, Will’s coworker, fellow church goer, and stand-in son. Will feels that if 
he can reconnect with his son he might have a second chance at the relationship that he and Danny 
had. As a bonus, Will feels he might be able to save Alex from the Rapture.   Forgiveness and 
redemption are what drive Will throughout the course of the show. Everything he does has a 
connection to the disaster he experienced with New Life Fellowship. Will never bears falsehood to 
anyone.  He instead omits certain aspects of the truth or sometimes speaks evasively. This 
behavior reflects a fundamental precept to which he subscribes, namely never to lie because it is a 
mortal sin that would lead down a destructive path. This part of Will’s character may seem like a 
minor detail, but it informs Will’s greater objective within the show. Though actors cannot judge 
the characters they are playing, the conclusion that Will is selfish remains unavoidable. He seeks 
out Alex not from an impulse of father paternal love and concern but rather from a self-centered 
desire for forgiveness and redemption in the eyes of God. Will’s inability to act when presented 
with all the things he “wants” is inevitably unattainable because of his religious extremism. He 
finds himself in a pool of murky water that clouds his perception of of what is good and what is 
bad. He is drowning in that water throughout the play and does not realize it.   By the end of the 
play he achieves neither redemption nor forgiveness nor a relationship with Alex. Will’s fall from 
grace is what makes A Bright New Boise unavoidably tragic.   
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Concept Development 
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Set Design 
 
 
 
Working Draft by Kaitlyn Peterson 
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Set Dressing/Props 
TUBE TV 
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MICROWAVE    
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BULLETIN BOARD 
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Printable Prop Examples 
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Lighting 
 
Research 
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Lighting Plot 
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Sound Design 
 
 
 
 
 
 
 
 
Music 
 
 
David Baroni Music  Playlist: 
 
https://www.youtube.com/watch?v=MoFJzsEF3ZM&list=PL- 
MaRTdTrekkQZtSytudPj6c4v2GGQxfN 
 
Notes: All music is Christian instrumental, mostly  piano 
 
 
Additional  Music Playlist: 
 
https://open.spotify.com/user/12179525824/playlist/01NgtlO5WVyBshu 49m6gOq 
 
Notes: All music is Christian instrumental. Uses various acoustic instruments in addition 
to piano, including guitar and   flute. 
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Sound Effect List: 
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Hobby Lobby Announcements: 
Preshow Announcements 
 
1. Welcome shoppers, don’t forget we have a sale on silk flowers in aisle 
twelve. 
 
Only $1.50! 
 
2. Anna, clean up in isle three please. Anna, clean up in aisle three. 
 
3. Mandy, please report to register five. Mandy, register five. 
 
4. Attention shoppers, please don’t forget to take advantage of our new art 
supplies display. Pick up your brand-new paints, brushes, and canvases 
before they’re gone! 
5. MANDY, REGISTER FIVE! NOW! 
 
6. Leroy, please report to the break room. Leroy, to the break room. 
 
7. Attention shoppers, don’t forget to check out our new watercolor sets 
in aisle seven. Only available while supplies last! 
 
 
End of Preshow Announcement 
 
1.   Ladies and gentlemen, please don’t forget to turn off all cell 
phones and other devices. Thank you, and enjoy the show. 
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Sound Cue Sheet 
 
 
 
 
 
 
 
 
A Bright New Boise 
Sound Cue Sheet Emily 
Callahan 
Cue # Cue Name Scene Page Routing 
2 Preshow In 0 0 Main 
4 Karen Final Announcement 0 0 PA 
6 Preshow out 0 0 Main 
8 Night Ambience 1 7 Main 
10 Transition into scene 2 1 8 Main 
12 Breakroom music in 2 8 Main 
14 PA Mic On 2 12 PA 
16 PA Mic Off 2 12 PA 
20 Transition into scene 3 in 2 14 Main 
22 Breakroom Music 3 15 Main 
24 Computer startup 3 16 Microwave 
26 Computer Ad Out 3 16 Microwave 
27 Computer Ad Out 3 16 Microwave 
28 Transition into scene 4 in 3 19 Main 
30 Morning ambience 4 20 Main 
34 Transition into scene 5 4 23 Main 
36 Breakroom Music 5 24 Main 
38 Microwave In 5 25 Microwave 
40 Microwave Out 5 25 Microwave 
42 Transition into Scene 6 6 30 Main 
43 Breakroom Music 6 30 Main 
44 PA Mic On 6 30 PA 
46 PA Mic Off 6 30 PA 
47 PA Mic On 6 35 PA 
47.5 PA Mic Off 6 35 PA 
48 Alex's song In 6 36 Microwave 
50 Alex's song Out 6 37 Microwave 
52 PA Mic On 6 37 PA 
54 PA Mic Off 6 37 PA 
55 Phone Mic On 6 38 PA 
55.5 Phone Mic Off 6 38 PA 
56 Transition into scene 7 In 6 43 Main 
58 Transition into scene 7 Out 6 44 Main 
62 Transition into scene 8 In 7 53 Main 
64 Night ambience 8 54 Main 
66 Transition into Scene 9 9 60 Main 
67 Breakroom Music 9 60 Main 
68 Phone Mic On 9 62 PA 
70 Phone Mic Off 9 62 PA 
78 Breakroom music out 9 68 Main 
82 Transition into scene 11 10 72 Main 
84 Night ambience 11 73 Main 
86 Rapture In 11 74 Main 
88 Lower Rapture 11 74 Main 
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A Bright New Boise Sound Cue Sheet Stage Manager Copy  
Emily Callahan   Updated: Tuesday, April 11th, 2017 
 
  Purple highlight = visual cue  
 
Cue # Cue Name Scene Page Routing 
2 Preshow In 0 0 Main 
4 Karen Final Announcement 0 0 PA 
6 Preshow out 0 0 Main 
8 Night Ambience 1 7 Main 
10 Transition into scene 2 1 8 Main 
12 Breakroom music in 2 8 Overheads 
14 PA Mic On 2 12 PA 
16 PA Mic Off 2 12 PA 
20 Transition into scene 3 in 2 14 Main 
22 Breakroom Music 3 15 Overheads 
24 Computer startup 3 16 Microwave 
26 Computer Ad 3 16 Microwave 
27 Computer Ad Out 3 16 Microwave 
28 Transition into scene 4 in 3 19 Main 
30 Morning ambience 4 20 Main 
34 Transition into scene 5 4 23 Main 
36 Breakroom Music 5 24 Overheads 
38 Microwave In 5 25 Microwave 
40 Microwave Out 5 25 Microwave 
42 Transition into Scene 6 6 30 Main 
43 Breakroom Music 6 30 Overheads 
44 PA Mic On 6 30 PA 
46 PA Mic Off 6 30 PA 
47 PA Mic On 6 35 PA 
47.5 PA Mic Off 6 35 PA 
48 Alex's song In 6 36 Microwave 
50 Alex's song Out 6 37 Microwave 
52 PA Mic On 6 37 PA 
54 PA Mic Off 6 37 PA 
55 Phone Mic On 6 38 PA 
55.5 Phone Mic Off 6 38 PA 
56 Transition into scene 7 In 6 43 Main 
58 Transition into scene 7 Out 6 44 Main 
62 Transition into scene 8 In 7 53 Main 
64 Night ambience 8 54 Main 
66 Transition into Scene 9 9 60 Main 
67 Breakroom Music 9 60 Overheads 
68 Phone Mic On 9 62 PA 
70 Phone Mic Off 9 62 PA 
76 Transition into Scene 10 9 68 Main 
78 Transition into Scene 10 Out 10 68 Main 
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TV Static Breakdown: 
 
 
 
 
Scene 2, Page 13- With a burst of static, the television flips back to 
Hobby Lobby TV. ALEX hurries out of the room. 
Scene 7, Page 52- The television goes to static for a split second and 
then starts playing Hobby Lobby TC. They both look at it. 
Scene 10, Page 72- With a quick burst of static, the television flips back to 
Hobby Lobby TV. WILL stops, looking at the television. Pause. 
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A Bright New Boise Speaker Plot 
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Laban Handout for actors 
 
 
 
General Introduction to the Eight Basic Efforts: Laban 
Rudolf von Laban is the creator of this analysis of movement 
More on Laban’s life found here: https://en.wikipedia.org/wiki/Rudolf_von_Laban 
 
Laban examines the way we move using three different areas of analysis: space, weight, and time. 
1. Space can be either direct or indirect. 
2. Weight can be strong or light. 
3. Time can be sudden or sustained. 
When you put these options together in varied combinations, you end up with eight efforts that 
describe modes of movement, as well as something of the personality and motivations of the 
person making the movement. Most of us generally inhabit one or two of these efforts/energies at 
the most. But if you start experimenting with the different qualities of effort and energy, you can 
learn to use all of them. Using the unique efforts as creative options, one can create wildly 
different physical performances, while still remaining true to a personal, unique and special 
quality that only you can bring to the performance. 
 
The Eight Basic Efforts (Energies): 
Flicking: Flexible, Sudden, Light 
Flicking is flexible in its use of space and it resists both Weight 
and Time. It is a movement with free flow. It is crisp, light and 
always brief. 
Wringing: Flexible, Sustained, Strong 
This primarily involves movement in the opposite direction, such as wringing out a towel where 
your hands will move in two opposite directions. Keep in mind that wringing is not restricted to the 
hands. 
Dabbing: Direct, Sudden, Light 
This is usually performed with free flow and is very flexible. There is nearly always a rebound, 
meaning something that the movement bounces off (not necessarily literal). 
Punching: Direct, Sudden, Strong 
This involves violent, direct movements but can be performed with bound or free 
flow. There is no indulgence in this effort; it overcomes Weight, Space and Time. 
Floating: Flexible, Sustained, Light 
This effort is like flying but can be through air or water. It can be performed with bound or free flow. 
It suggests ‘buoyancy and weightlessness;’ however, it is slow-paced and indirect. 
Slashing: Sudden, Strong, Flexible 
This effort is usually performed with free flow. When we think of slashing, the general though is a 
sword slashing towards an object and meeting resistance. When performing, this effort tends to 
fade into a float at the point it would meet resistance. 
Gliding: Sustained, Light, Direct 
This effort is a smooth movement, generally performed with bound flow. 
There is a high level of control in this movement, which comes from muscular counter-tensions. 
This is the way in which this effort differs from floating; floating does not have that level of 
control. 
Pressing: Direct, Sustained, Strong 
Pressing is applied to pushing, crushing and squeezing (pressing from both directions). 
It is efficient in its use of space and is performed with bound flow, which means that the action 
can be paused but not completely stopped. However, there is still a sense of fluency similar to the 
glide. Gravity and weight are closely aligned with this effort as they can help or hinder you 
depending on the direction in which you are pressing. 
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Directing Journal 
 
 
March 8th 
• DICTION 
• Karen change your tone- part time 
• Always be on your guard Will 
• Karen can we try going to the bulletin board for the statement of purpose? 
• Karen make the coffee as an excuse-what are you trying to ask him/find out? 
• Karen make sure you look at the TV 
• Jackson you have louder 
• Less Clayton more Will 
• Karen don’t stand behind Clayton 
• Clayton Age? Will Age? 
• Ciara “Will You”? How can we make that funny? What does she mean? 
• “That’s so hip” how does she feel about that? What is her reaction? 
• Are you making excuses Clayton? Stop him with your words 
• Look at your shoes Clayton 
• Blame him Alex-your fault 
• Simon slide your chair at an angle and not so close to Clayton 
• Simon show us 3 different customers 
• Everyone watch the chair noise 
• Simon go out as you swear at her 
• Backpack scene 6 Alex? 
• Alex/Will build the scene where does it go? 
• Will/Alex someone turn off the TV 
• Just stand Simon don’t cross in so much  
• Crumple up the form then pace Karen 
• Simon really punch the “Alex is his son” 
• Do you want to move more Karen? Build the scene 
March 9th 
• During tonight’s rehearsal, we talked a lot about religion. The cast was very open about 
their beliefs and how those beliefs shape them as a person. Clayton and Jackson really 
opened up about their feelings about Danny in the show. What that must have felt like and 
what Will could be projecting onto Alex hoping in some way he can fix what happened to 
Danny.  
 
 
March 13th 
• Cartoon, kills the pacing 
• Karen watch your laugh we can’t understand you 
• Pacing of the scene cut each other off 
• Take your cup with you 
• Must talk out to us as much as possible  
• Take them out of the wallet the second time she asks 
• Ciara can you glance and look at the TV as you pass by? 
• You can’t read at home isn’t landing 
• Behind the tables use more space 
• Jackson be in the light with Clayton 
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• Make him play his cards Simon 
March 14th 
• Jackson do you plan to throw the picture? Throw it at his feet 
• Slow down the “Will you joke” 
• Everyone project! 
• Wait to move until “exactly” Simon 
• Does he change his tactics Clayton? 
March 15th 
I asked my advisor Ian Borden to come to rehearsal to look at a few things. Ian asked why we had 
the tables squared off; we moved one table down stage and one table up. At first this seemed really 
uncomfortable but the more we worked with it we could see how it would really work and add to 
the spacing. Ian worked for a bit with the actors about making honest choices. If you wouldn’t do 
it in real life why do it on stage?  
March 16th 
• Set change music? 
• Diction and Volume 
• Age him up Clayton 
• Everything is broken including me…Karen 
• Karen why rush to get coffee use your space and time 
• Karen look right at his resume 
• Clayton make sure we see you look at the TV 
• Simon give Leroy some time 
• Karen we lost some of Pauline what happened? 
• Karen use your line to come in, notice he’s really not there 
• “Will you”?? 
• Jackson louder 
• Jackson don’t cross out of the light 
• Simon don’t forget to close the door 
• Jackson make sure you invite him to sit with the tape 
• We have to hear Blood Test 
• Do you have to use the chair Jackson 
• Pauline cut them off 
• I don’t care how you feel has got to sting 
• Make sure to look at them Leroy 
• Moment before---Everyone 
• Scene 6 soooo Shmackting 
• We have to really talk to each other 
• Karen threaten him with that clipboard 
• Flirt to convert scene 7 
• Cut each other off 
• That’s just creepy needs to be creepy 
March 27th 
• Clayton what do each NOW mean? 
• Faster set changes 
• Don’t really notice the TV Pauline the ear is already playing 
• Karen drive the scene 
• We are missing her brassiness Karen 
• Volume 
• Everyone turn out 
• Work on cutting each other off 
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• Getting coffee? Use the lines as an excuse 
• Make sure to close the door 
• We need to work reading the blog 
• Build it Simon stand for your art 
• Stop him Jackson 
• Everyone raise the stakes 
• Work on the song Jackson it has to be weird 
• Slow down the artist game 
• “I Feel” mock her 
• Make sure the fight isn’t behind the table  
March 28th 
• Give us a second of silence 
• Scene changes?  
• Turn out the interview scene 
• Keep the scenes going with the phone 
• Karen would she be that nice to Leroy on the phone? 
• Good Volume Jackson keep going 
• “ No I can’t read at home” more hurt then angry 
• Make sure we get the song 
• Simon preset your backpack 
• Everyone walk behind the masking 
• Hot ravioli?  
• Simon cheat out-volume 
• Bigger build 
• Signal him to sit by slamming the tape down 
• Bigger build 
• Leroy go to your locker 
• Scene 7???? 
• Take a moment with your hand Ciara 
• Try and touch Alex Pauline 
• Need to work scene 9 
•  
March 29th 
• Stop and go. We worked all the scenes that didn’t have Karen in them due to her meeting  
• Problems we have never had suddenly became problems 
• Volume is still and issue 
• Clayton AGE HIM UP 
 
 
 
March 30th  
Tonight, we played a game. Rehearsals have seemed long and I am afraid that my cast may be 
peaking to quickly so I wanted to shake things up a bit. I brought them each two doughnuts and we 
sat and talked as we ate. I wrote each scene number on a small piece of paper and we drew the 
order of the scenes out of a hat. During the scene, the actor had to either change the pacing of the 
scene or add back their script in hopes of discovering something new. I think this was a great thing 
to do. Gave us all a new perspective.  
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March 31st 
My advisor Ian Borden came to rehearsal and looked over a few movement/fight issues the cast 
was having. I just wanted to make sure everyone was safe and that nothing the actors were doing 
would put them in harm. 
• Now’s? Plead? Anger? 
• Talk to each other 
• Present the vest to him Karen 
• Louder Jackson 
• Who is wearing coats 
• Age him up Clayton 
• Grab your purse Anna 
• Make the step back bigger Jackson 
• Don’t stop till he tells you to stop 
• Talk over the microwave Simon  
• Make Pauline stop you. 
• Give a beat before the fight 
• Volume gets really low register tape scene 
• Clayton make the last line before Mandy matter 
• Don’t clap over his lines Clayton 
• Jackson take some time to recover and breathe 
• Jackson more vocal variety  
• Build the scene 
• Motivate your move down Jackson  
 
 
 
April 3rd 
The cast met with Brendan Greene-Walsh and he walked us through the set. He showed us all the 
workings of the set like the phone and microwave. We started to warm up as a cast and use a few 
minutes to focus. I lead the actors through a relaxation exercise by Crown Place. We also started 
implementing fight call as well.  
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Lincoln Star Journal Review 
 
What is the effect of religious zealotry so intense it repels empathy? On the zealot? On 
those who try to love him? On those who fear him? Even on those who just try to work 
near him? 
 
These questions are examined in “A Bright New Boise,” which opened Thursday at 
the Johnny Carson School of Theatre and Film’s Howell Theatre. The action in this 
play by award-winning American playwright Samuel D. Hunter occurs in and near a 
true commonplace, the break room of a Hobby Lobby. 
 
Kudos to graduate student director Chadwick Taylor for pulling together an excellent 
ensemble cast with fine individual performances from Clayton Shellgren, leading as 
Will, the wandering fanatic; Karen Richards as Pauline, the workplace supervisor; and 
Jackson Belva as Alex, Ciara Hergott as Anna, and Simon Gissler as Leroy, all co- 
workers. 
 
A closed-circuit television beaming messages from headquarters constitutes the last 
member of the cast and includes performances from Eric Moyer and Lincoln theater 
stalwart Thomas Crew as Hobby Lobby personalities demonstrating products. When the 
weather turns, however, the transmission may be disrupted by a surgical continuing 
education channel showing actual procedures in exquisite detail. 
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The play, which runs 1 hour, 45 minutes without intermission, as is increasingly the 
custom, is known for its progression from comedy to deepening interactions among the 
characters. And this darkening of the plot is reflected in the surgical procedures which 
become increasingly disturbing. In this well-written work, the effect of forcing the 
characters in the play -- and the audience -- to face up to things they do not want to see 
is foreshadowed early in the text. 
 
The entire presentation is enhanced by a spot-on set with just the correct amount of 
backroom grunginess to depict every break room in every retail environment in 
America, complete with small lockers and a barely functioning microwave oven. You 
can almost smell it. The costumes support the realistic look of the show. 
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Shea Saladee Review 
 
On April 13, 2017, I attended a production of A Bright New Boise at the 
University of Nebraska Lincoln. The production was a component of Chadwick 
Taylor’s thesis for his MFA in directing. The production took place in the Howell 
Theatre, which had been effectively transformed into the breakroom of a Hobby Lobby. 
It was apparent to me that Chad and his design team spent significant time and research 
in creating a unifying vision and making sure all design elements felt cohesive. Scenic 
designer, Kaitlyn Peterson paid great attention to detail. 
 
The color choices, distressing, and small scenic details added to the overall 
environment of the production. In conjunction with the scenic elements, lighting 
designer, Alex Andersen, created a harsh sterile environment that made the audience 
uneasy and sound designer, Emily Callahan set the backdrop with department store 
musak. The use of video and projections completed the overall look and feel of the 
environment. All the design elements made it a challenging show to call, and stage 
manager Shannon Humiston handled it tremendously. 
 
Once the designers created the environment, Chad was able to take his actors and bring 
the story to life. Looking at the physical space, Chad was successful in his creation of 
traffic patterns and staging. Each actor seemed to know where he or she was going and 
where they needed to be. He was also successful in allowing the actors to interact with 
their environment. There were functioning elements all over the set that were utilized as 
opposed to being merely set decoration. I also particularly enjoyed the concept of the 
boxed in feeling that Chad and Kaitlyn worked together to create. It produced an 
element of tension for actor and audience. One element I would have liked to have seen 
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utilized more in the ability for the actors to be able to turn around and deliver lines 
upstage; with the realism elements Chad was trying to recreate this would have felt 
natural. Another component I felt was utilized well were the pauses or moments without 
dialogue. This too added to the tension Chad and his design team were working to 
create. Also, while overall the ensemble was successful in their portrayal of character, 
guided by Chad, there were moments that became almost caricature. Again, with the 
idea of constructing this world of realism, I would have found it more successful if the 
actors found the human elements within their characters, even in humor. 
Overall, Chad’s interpretation with the script, the overall look and feel of the space, the 
direction seen in the acting, and the total rehearsal process aided in creating a believable 
world that transported me to another time and place. 
Sincerely, 
 
 
Shea Saladee 
 
Theatre Department Chair 
 
Iowa Western Community College 
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